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Convolution	
	
“…	creative	knowledge	cannot	be	abstracted	from	the	loom	that	produced	it.	
Inseparable	from	its	process,	it	resembles	the	art	of	sending	the	woof‐thread	
through	the	warp.	A	pattern	made	of	holes,	its	clarity	is	like	air	through	a	basket.”	
(Carter,	P.	Material	Thinking,	2004,	p.1)	
	
In	seeking	to	give	an	image	to	the	creative	immersion	of	place	making,	Paul	
Carter	invokes	the	weaving	analogy.	Places	are	not	simply	arrived	at,	but	woven	
over	time.	Rhythmically	interlacing	what	has	been	and	what	will	be,	weaving	has	
the	potential	to	incorporate,	gather,	entwine.	
	
The	works	in	this	exhibition	come	from	a	story	that	spans	Northern	New	South	
Wales,	Brisbane,	and	North	Stradbroke	Island:	familiar	places	that	become	
freshly	apparent	through	creative	response.	The	loom,	it	could	be	imagined,	is	
the	traversed	terrain,	and	is	therefore	a	versatile	one,	a	frame	that	is	constructed,	
along	with	the	work.	It	is	this	frame	that	defines	a	difference	between	the	weaver	
of	textile,	who	faces	the	loom,	and	the	weaver	of	objects	who	holds	the	work	in	
the	hands,	gripping	unwieldy	fibrous	grasses	between	teeth	and	toes,	whilst	
drawing	the	work	outward	into	shared	space.	Casselle	Mountford	calls	forth	an	
image	that	has	her	enveloped	in	wild	strands	of	pith	cane,	patiently	bending	and	
tying	them	into	coherence,	a	powerful	evocation	of	convolution.	i	
	
For	Anaheke	Metua,	the	significance	of	the	exhibition’s	title	came	gradually,	its	
connotations	of	waywardness,	of	“beating	around	the	bush”	initially	suggesting	a	
negative	elaboration	of	a	creative	practice.	But	it	was	precisely	this	“bush	
beating”	that	Anaheke	came	to	recognise	as	the	way‐making,	rather	than	the	
trail‐following	that	was	necessary	to	locating	the	swamp	reeds	and	Picabean	
palms	that	characterise	the	aberrant	and	excessive	linear	quality	in	all	her	woven	
objects.	And	in	the	making	of	works,	it	was	a	similar	process	of	abandoning	
preconceptions,	direct	links	that	would	lead	given	ideas	to	given	forms.	Perhaps	
it	is	in	treating	materials	not	as	resources	but	as	collaborators,	with	their	own	
notions,	that	straight	lines	become	wonderfully	convoluted.	As	Anaheke	has	said	
of	the	Picabean	palm:	“It	is	a	free	sort	of	material	that	needs	a	structural	
handling,	but	to	finish,	it	needs	randomness.”ii	
	
For	Casselle,	also,	it	is	a	matter	of	finding	rather	than	following	that	characterises	
her	approach.	Form	does	not	come	to	occupy	space,	but	to	lightly	describe	small	
sections	of	it:	a	sphere,	a	twisted	line,	a	horned	cylinder	through	which	the	air	
flows.	Woven	form	creeps	up	on	space,	throws	a	suggestive	line	around	it,	but	
neither	captures	nor	severs	it.	Several	of	Casselle’s	works	do,	however,	come	
with	closed	skins,	and	it	is	around	the	fibrous	epidermis	of	these	uncanny	
creature‐plants	that	the	woven	string	pinches	and	grips,	in	ways	that	suggest	an	
internal	breath,	or	a	growth	too	rapid	for	the	casing.	These	works	are	a	reminder	
that	invention,	too	often	seen	as	an	answer	to	a	problem,	also	arises	in	the	wilful	
permission	to	manifest	something	problematic.		
	
This	leads	us	to	the	“unknowing”	that	is	at	the	heart	of	the	creative	process,	the	
mystery	that	is	not	there	to	be	solved,	but	to	be	savoured.	Perhaps	this	is	what	
implicates	creative	knowing	in	place	knowing,	for	it	does	not	attempt	to	reduce	a	
place	to	what	we	understand,	but	brings	a	sensed	response	that	allows	us	to	see	
in	a	new	way.	The	conjunction	of	place	and	woven	art	is	central	to	this	exhibition.	
To	understand	the	ways	in	which	it	is	implicated	–	convoluted	–	in	the	works	of	
Casselle	Mountford	and	Anaheke	Metua,	we	need	to	look	at	the	stories	that	gave	
rise	to	this	partnership	and	the	rhythms	drawn	out	in	the	to	and	fro	between	
mainland	homes,	and	a	very	special	place	in	Quandamooka	Country:	Minjerribah,	
North	Stradbroke	Island.	
	
In	2009,	Casselle	Mountford	was	invited	to	be	the	first	artist	in	residence	in	a	
pilot	event	that	was	to	become	the	now	much	loved	annual	Art	and	Environment	
Festival	on	North	Stradbroke	Island,	Lines	in	the	Sand.	Back	then	it	was	scarcely	a	
festival.	For	three	weeks	Casselle	divided	her	time	between	collecting	–	“I	was	
fascinated	by	all	the	different	objects	that	the	ocean	would	deliver	each	day”iii	–	
making	and	installing	numerous	works	along	the	gorge	walk	at	Point	Lookout.	
For	both	visitor	and	resident,	a	sense	of	surprise	–	let	us	allow	even	magic	–	
punctuated	the	dramatic	cliff	top	walks.	Woven	pods	and	totem‐like	sculptures,	
small,	fluttering	objects	and	clusters	of	found	materials	arose	at	almost	every	
turn:	filigree	backed	by	the	solid	drama	of	the	gorge	and	the	wider	ocean.	Back	
then,	there	was	no	overt	programme,	just	these	sudden,	delicate,	poetic	
interventions.		
	
Two	years	later,	in	2011,	Lines	in	the	Sand	was	established	as	the	vibrant	art	and	
environment	festival	we	know	today,	with	a	dynamic	artist	residency	
programme	at	the	heart	of	its	rationale.	Despite	the	growth	in	scope	and	
ambition	of	the	event	to	“festival”	status,	with	numerous	artists,	an	important	
indigenous	programme,	performances	and	workshops,	the	magic	of	discovery	
that	had	characterised	Casselle’s	residency	was	clearly	still	important.	Anaheke	
Metua’s	involvement	in	this	event	was	to	prove	pivotal.	The	important	
connection	she	made	with	resident	artist,	Jill	Chisholm,	triggered	an	affirmation	
of	the	environmental	focus	of	her	work.	It	was	also	the	year	in	which	she	played	
a	key	role	within	a	team	that	guided	a	group	of	indigenous	women	weavers	in	
reigniting	knowledge	of	traditional	weaving	practices.		
	
The	artist	residency	in	2011	was	a	great	sharing	of	creative	ideas,	of	music	and	
meals.	Surrounded	by	the	seasonally	wild	weather,	stories	of	swamp	reed	
collection,	steeping	and	smoking	the	fibrous	materials	came	down	to	us	at	the	
residency	location	at	the	headland.	By	the	weekend	of	the	festival	workshops,	
word	had	got	around	and	the	attendance	was	huge.	The	women	had	taken	
rightful	ownership	of	their	skills	and	were	instructing	others.	Amidst	the	
twisting	and	twining,	weaving	and	shaping	of	raw	materials	into	precious,	grass	
scented	forms,	the	knowledge	rapidly	took	flight	from	one	pair	of	hands	to	the	
next.	It	was	just	like	this,	years	earlier,	when,	in	2005,	an	indigenous	elder	at	the	
Dreaming	Festival	encouraged	Anaheke	“to	sit	and	just	to	watch	the	delicate	
weave	of	her	hands	and	the	patterns	forming.”iv	Perhaps	Paul	Carter	is	right	
when	he	says,	“creative	knowledge	cannot	be	abstracted	from	the	loom	that	
produced	it”	if	we	imagine	the	loom	to	be	the	deep	culture	in	which	this	knowing	
had	lain,	only	momentarily	dormant.		
	
It	seems	to	me	that	creative	discovery	is	always	collaborative,	always	involves	an	
act	of	sharing,	of	looking	outward.	This	collaboration	may	take	place	within	the	
dynamic	fervour	a	whole	community,	or	in	the	intimacy	between	an	artist	and	
her	materials,	testing	their	limitations,	as	Casselle	has	described,	or	urging	them	
to	be	all	they	can	be,	as	they,	in	turn,	urge	the	artist.	In	the	works	of	both	Casselle	
and	Anaheke,	it	is	possible,	also,	to	imagine	nature	as	a	collaborator.	For	Casselle,	
it	is	a	fascination	with	nature’s	formal	inventiveness.	She	often	references	a	
magnificent	compilation	of	Ernst	Haekel’s	intricate	nineteenth	century	studies,	
Art	Forms	in	Nature.	While	Casselle	does	not	strive	to	imitate	these	wonders,	it	
appears	that	what	she	has	understood	from	them	is	something	of	nature’s	
perplexing	and	poetic	methods.	
	
In	Anaheke’s	practice,	nature	and	culture	are	intertwined.	Ancestral	bloodlines,	
she	insists,	resurface	in	the	woven	patterns,	while	this	“primordial	expression”	is	
also	fundamental	to	the	relationship	she	celebrates	with	the	natural	world.v	
	
Perhaps,	like	the	natural	world,	Convolution	plays	with	lines	that	recoil	from	
definition	whilst	alluding	to	the	familiar.	The	partnerships	that	have	made	this	
exhibition	possible	might	also	be	considered	as	new	threads	in	the	pattern	that	
are	both	familiar,	yet	open	to	the	contingencies	of	fresh	interactions:	between	
the	two	artists,	Lines	in	the	Sand	and	Redland	City	Gallery.	As	the	first	major	
exhibition	initiated	through	Lines	in	the	Sand,	Convolution	marks	a	vibrant	new	
shift	in	the	weave.	
	
Sharon	Jewell,	25th	April,	2014	
																																																								
i	Conversation	with	Casselle	Mountford,	18th	April,	2014	
ii	Conversation	with	Anaheke	Metua,	19th	April,	2014	
iii	Lines	in	the	Sand,	2012,	p.9		
iv	Email	from	Anaheke,	22nd	April,	2014	
v	Ibid.	
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